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This case study explored the various methods the Lucasfilm Archive uses to 
facilitate public access to its private collections. Collections such as the ones held by both 
Lucasfilm Ltd. and George Lucas at Skywalker Ranch do not allow for access in the 
traditional sense of public researchers making an appointment and utilizing the materials. 
Instead, materials are put on display at various fan events or exhibits, reproduced in 
publications, or placed online for public use. These methods of access were studied by 
analyzing interviews with Lucasfilm employees and authors of books published by 
Lucasfilm as well as analyzing two of the authors’ publications. Qualitative content 
analysis was employed to analyze the interviews with the results informing the evaluation 
of the publications. The methods Lucasfilm uses to allow access to its collections could 
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Access is a priority for all archives, whether private or public. The purpose of 
maintaining any archive, it could be argued, is so that materials can be accessed and 
utilized. The methods an archive uses to provide access often differ between private and 
public institutions due to the goals, purposes, and resources available to each archive. 
While a public archive receives public funding and is therefore beholden to the public as 
a primary stakeholder, private archives do not have the same direct connection to the 
public. A private archive may aim to connect with the public by creating brand 
awareness, such as the Coca-Cola Archives, or because of subject importance like the 
Academy Film Archive of the Academy of Motion Picture Arts and Sciences. Members 
of the public can, under certain circumstances, interact with materials from private 
archives, but it depends on the level of access provided by the institution or company. 
This case study focuses on the Lucasfilm Archive as a unique example of a 
private archive that utilizes different methods for allowing access to its materials. Some 
of those methods are intentional, while others are a byproduct of marketing or 
promotional content. The Archive is unique because it is a private, corporate archive as 
well as a film archive. The company has an avid fanbase while operating as subsidiary to 
a much larger conglomerate. Private archives like the Lucasfilm Archive receive less 
attention in the literature for their access methods in comparison to public archives. This 
is partially due to a long history of separation from public archives literature and partially 
due to the nature of private or corporate archives. By focusing on the Lucasfilm Archive, 
this case study explores how a private archive can connect the public to its holdings while 
adhering to the organization’s mission, goals, and structure. 
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1.1 A Note on Structure 
The Lucasfilm Archive consists of more than one archival collection and exists 
across multiple locations. Originally, all archival materials related to Lucasfilm were 
stored at Skywalker Ranch in multiple buildings. The Lucasfilm Research Library is 
located in the main house, while other buildings were built overtime to house each of the 
archival collections. When The Walt Disney Company acquired Lucasfilm from George 
Lucas in October 2012, the archival collections held by Lucasfilm were divided. George 
Lucas retained the Lucasfilm Research Library and its collections while renaming it the 
Lucas Research Library. Lucas also kept what is now referred to as his private collection 
of props, costumes, and other materials related to Lucasfilm projects up to 2012. The 
materials that make up Lucas’s private collection will become the collection of the Lucas 
Museum of Narrative Art set to open to the public in 2023.  
Disney, on the other hand, acquired the Lucasfilm Film Archive, which stores all 
the negatives, prints, original films, and production documents dating back to the 
beginning of Lucasfilm. These materials were once housed in their own building on 
Skywalker Ranch, but they have since been moved to the Presidio offices of Lucasfilm 
Ltd. located in San Francisco. As Lucasfilm Ltd. began to make new films and content, 
the company generated materials for storage and preservation in an archive. Currently, 
the physical props, costumes, creatures, and droids from production are cared for by 
Lucasfilm Archivist Madlyn Burkert. Additionally, there is a digital asset team that 
manages all production documents and a photography team that manages the entire photo 
library. 
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1.2 A Note on Names 
In this study, the Lucasfilm Archive generally refers to both materials from 
George Lucas’s collection and materials now belonging to Lucasfilm Ltd. When 
something is referred to as Lucasfilm, it is a mention of the pre-2012 company. When the 
name Lucasfilm Ltd. is used, it refers to the company that is a subsidiary of The Walt 
Disney Company post-2012. This is an arbitrary distinction made for clarification 
purposes in this study since Lucasfilm has technically been an “Ltd.” since its creation in 
1971. The more official name of Lucasfilm Ltd. is meant to speak to what the company is 
currently rather than what it was previously. Additionally, Disney refers to The Walt 
Disney Company separate from its subsidiaries. For the purposes of this paper, Disney 
equates specifically to the parent company rather than the entire conglomerate. Where 
more delineation between entities is necessary, it will be made explicit which entity the 
material belongs to, such as material at the Lucas Research Library belonging to George 
Lucas and the digital asset team’s materials belonging to Lucasfilm Ltd. 
1.3 Purpose and Research Questions 
A private archive such as Lucasfilm Ltd.’s serves the purpose of providing 
materials for production, research, marketing, and other needs that arise in the day-to-day 
operations of the film company. The related but now entirely separate collection that 
belongs to George Lucas serves the purpose of documenting Lucasfilm projects as well 
as including other works and items collected by Lucas throughout his career in film. The 
main research question that guided this case study of these two entities was as follows: 
How does the Lucasfilm Archive, as a private, corporate entity, facilitate public access to 
its collection, and what are the implications of that work for other archives, both private 
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and public? Related questions included: How do the publications make the archive more 
accessible? And, how does the business nature of the archive affect public access to the 
archives’ holdings? The answers to each of these questions have implications for other 
archives, both private and public. The access methods that Lucasfilm uses could prove 





There are a few overlapping themes in the literature that pertain to this study 
about private archives and public access, and each of the themes are connected to one 
another by the underlying concept of outreach. The first theme relates to the difference 
between private and public archives. Within the private archives discussion is a special 
emphasis on how business or corporate archives treat the notion of access. Even within 
the private, corporate archives world, the Lucasfilm Archive is unique.  
A related theme in the literature is the broader topic of archives and access, 
including both the benefits and problems related to digital access of archival material. 
Lucasfilm Ltd. not only publishes books with material from the archives, but also 
connects to the archives through content on their various websites, such as starwars.com 
and through third party websites and publications including Star Wars Insider. This 
online presence connects to the third theme of the literature review, archival reference 
books, which includes articles about the reference books, other web articles, and blog 
posts as points of access to archival materials. 
1.1 Private and Public Archives 
The largest portion of the literature related to Lucasfilm’s unique situation is the 
discussion about the difference between private and public archives. As archival theory 
grew in the United States during the twentieth century, it was with a delineation between 
the public archives of the government and private historical manuscript collections 
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(Fisher, 2009, p. 2). According to archivist Rob Fisher, the differences between these 
public and private archives then and now are encompassed in their funding, purpose, and 
missions (2009, p. 6). Public archives receive public funding, could be beholden to 
multiple entities, and their mission includes providing access to the general populace. As 
indirect funders, the public is one of the main stakeholders in the archive. Private 
archives on the other hand do not receive public funding, have a purpose that is often 
specific to only one entity, and do not need to provide access in the same manner that 
public archives do. These differences cause the two types of archives to be treated 
separately in the literature, and oftentimes the same archival issues will manifest 
differently within the two contexts. 
A subset of the literature on private archives includes business/corporate archives, 
terms that will be used interchangeably in this study. A corporate or business archive is 
an archive that documents the history and materials of a company. The literature on 
business archives includes discussions of corporate memory, outreach, brand positivity, 
and the use of websites to facilitate each of these concepts. Victor Gray, the former 
President of the Society of Archivists in the United Kingdom, and many other scholars of 
corporate archives emphasize the importance of making the business archive an asset to 
the company both financially and structurally. The goal of a business archive is to say 
something explicitly positive about the institution and serve as part of the administrative 
structure to help the business run smoothly (Gray, 2002, p. 36). 
According to scholars Clare Ravenwood and Tim Zijlstra, corporate archives can 
benefit a company in many ways, including aiding in brand awareness, marketing, 
outreach and customer relations, and by providing a corporate memory (2018, p. 211). 
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Kenneth Megill, a philosopher and records manager, defines the concept of corporate 
memory as “information that a corporation (organization or business) creates which is of 
value for re-use” (2005, p. 1). Corporate memory becomes the history of the company 
and can be used to connect with the public in various ways. Just as public archives 
depend on their communities and vice versa, private archives depend on both their parent 
institution and their public customer base (Ravenwood and Zijlstra, 2018, p.  213-214).  
Dependency on both their institution and for brand awareness causes outreach for 
business archives to present itself differently from the methods commonly employed by 
public archives. Many corporate archives are following a public archives trend of turning 
to online platforms to make their collections more available to the public. For corporate 
archives, this appears as “Company History” and “About” pages on company websites. 
Ravenwood and Zijlstra note the growing prominence of company history webpages for 
those businesses that have an archive (2018, p. 214), while Marie Force conducted a 
study on public outreach on Fortune 100 company websites. In her article “Company 
History,” Force sees this method of outreach as being shaped by “marketing messaging, 
partnerships with other business units, and the necessity to integrate with company 
objectives” (p. 25). The webpages about company history served as a method of 
communication between the public and the company and created a public-relations 
promotion of the brand and the company identity. Efforts such as these serve to make the 
collections more visible to all stakeholders, both within the company and without (p. 27, 
46). 
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1.2 Archives and Access 
The topic of corporate archives and their methods of outreach connects with 
discussions surrounding archives and access. Outreach has been an increasingly popular 
topic for archives in the last decade or so, with more and more archives making an effort 
to engage with the public. Outreach and access go hand in hand, because the more 
outreach an archive performs, the more people there are who know about the archive and 
can possibly access the materials. Therefore, outreach is important because it keeps an 
archive in touch with its community. In the Lucasfilm Archive’s case, providing access to 
materials for the company is the highest priority, while connecting with the consumer 
base is a secondary goal of the subsidiary. 
In his 2007 presidential address to the Society of Archivists in the United 
Kingdom, Victor Gray pointed out that while the end user for various archives will differ 
somewhat, “reaching out to meet informational needs” is “essential to the spirit of an 
archive” (p. 2). Even though the Lucasfilm Archive is primarily beholden to the company 
it serves, it clearly benefits the Archive to remain in touch with the subsidiary’s fanbase 
as well. Various web articles and videos showcasing pieces of the collection make this 
clear, as do the archival reference books published with materials directly from the 
Lucasfilm Archive. This point is an example of Ravenwood and Zijlstra’s brand 
awareness, and how useful it can be for a corporate archive.  
The main stream of literature that discusses access includes both digital 
accessibility and scholarship on providing physical access to collections. Digital 
accessibility comes with the double-edged sword of promises of broader access versus 
challenges with digital authenticity and feasibility. A few common barriers to access 
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include costs of digitization, copyright, and policy. The literature goes back and forth on 
the merits of digitization and how it affects film, a corporation, and future use. For 
example, while digitization allows for access, it is costly for an institution to perform and 
maintain. Digitization also requires its own form of preservation. Therefore, once items 
are digitized, both the physical and digital versions require preservation. The act of 
digitizing is also a preservation concern, since certain practices can also damage 
materials if they are fragile. Even though there are many positives and negatives to 
digitization, it is still the common answer to access problems for libraries and archives. 
Many argue that making archival materials available online negates the need for physical 
access to the archive. With less physical access comes less handling of the materials, 
which can aid in preservation because the more the materials are used the more they 
break down. 
One common problem that pertains to access is the constant tension between 
preservation and use. While many scholars now ascribe to “use over fear of abuse,” 
(Prelinger, 2007, p. 118) other authors view performing digitization for use and access 
purposes as a threat against originality and authenticity. In their edited work 
Cinephemera, film scholars Zoë Druick and Gerda Cammaer mention that the digital 
realm offers the possibility of preserving film digitally while also making it accessible 
online (p. 5). In chapter eight of Cinephemera however, Monika Kin Gagnon points out 
that even digitized materials are inherently temporary (p. 139), and once a film is 
digitized, Gagnon argues that the material is fundamentally changed. Film archives are 
different from the standard archive due to what scholars like Gagnon view as a disparate 
experience between the original film and the digital creation (2014, p. 151). This 
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difference illuminates the continued tension between preservation of the material and the 
flexibility provided by the digital medium. 
While it may be true that digitization creates something new, other scholars such 
as Rick Prelinger and the authors of “Enhancing the Accessibility of Accounting and 
Business Archives” focus more on the benefits of digitization. In “Archives and Access 
in the 21st Century,” Prelinger argues that materials should be digitized whenever 
possible because individuals other than scholars want access to the films and materials. 
By not digitizing and hiding behind copyright, film archives are missing a large user base 
(p.114). Prelinger urges motion picture archivists to take a broader approach, rather than 
being “keepers of culture” and restricting access (p. 115). Increasing public access 
through digitization of materials is a goal of many public archives, and motion picture 
archives could use the same method. 
Digitization can broaden the public user base while also benefiting scholars, even 
though they can gain access to the physical materials more easily than the public. While 
discussing the accessibility of business archives, Cobbin et al. write of the potential to 
historians and other academics that digitizing presents. Individuals no longer need to 
travel to view the materials, and there is an ease of use that results from facilitating 
“greater access to archival material while simultaneously aiding in preservation” by 
digitizing (2013, p. 397). Therefore, digitization can aid in preservation and access even 
if it sometimes affects the essence of the original. 
1.3 Archival Reference Books 
 Unlike the vibrant discussions surrounding preservation and use, there is not 
much discussion in archival literature about the nature of “archival reference” or 
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“guidebooks” as access to archival materials. In most cases, scholars have yet to 
approach these publications from an access point of view. The two books included in this 
study are The Star Wars Archives, 1977-1983 by Paul Duncan and The Making of Star 
Wars: The Definitive Story Behind the Original Film by J.W. Rinzler. Two authors, 
Crystal Renee White and Roger Leatherwood, touch on topics that relate to both 
Duncan’s and Rinzler’s books. In a chapter of Myth, Media, and Culture, White discusses 
how the creation of Star Wars media, especially the toys, affected the franchise. The 
production of the video games, novels, and toys helped to maintain the popularity of the 
movies (White, 2012, p. 92). White details the franchise’s rise in consumerism, citing the 
external media’s ability to fill gaps in and around the movies as a drawing factor for fans. 
The Extended Universe of books and video games is a good example of how the story 
took on new life through external publications. This directly connects to the archival 
reference books used in this study because as the toys and novels enhance the franchise, 
the reference books also enhance the public’s connection to the Lucasfilm Archive. 
Leatherwood’s article “The Phantom Archivist and the Phantom Archive” 
reviews an unofficial fan archive for Phantom of the Paradise (1974), and explores how a 
piece of media can live on through its objects. Leatherwood points out that the fan 
archive “allows audiences to engage with artifacts outside traditional archival walls,” 
something that the reference books do as well. Connections to the archive, even if people 
cannot visit the archive directly, add “new narratives” around the media that is being 
discussed (Leatherwood, 2013). The rightsholder also connects with its audience by 
controlling how its media is used and by negotiating how it is perceived. Similarly, in the 
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case of the archival reference books, the rightsholder has a say in how the archival 
material is presented to the public. 
Other literature related to the Star Wars reference books includes book reviews 
and web articles about the releases of the individual books. Although, the authors of these 
articles approach the books from a marketing point of view, they do reveal snapshots of 
the purposes and background on the development of the publications. Andrew Liptak of 
“The Verge” writes that The Star Wars Archives by film historian Paul Duncan is 
structured as an oral history of the first three films, while Peter Cowie from 
RogerEbert.com focuses on the book’s extensive background on George Lucas. Cowie 
even makes the claim that it is the “most comprehensive guide imaginable.” Another 
review of a similar publication titled From Star Wars to Indiana Jones by Glenn Loney 
mentions that the Lucasfilm Archive originally grew from a need for central storage, and 
that Lucasfilm was one of the early companies to begin archiving its own history. This 
correlates with “Phantom Archivist,” where Leatherwood briefly touched on the rise of 
film archives in Hollywood. According to Leatherwood (2013), it was after 1980 that 
production companies began to care about their own history, which corresponds to the 
rise of the Star Wars franchise and Lucasfilm along with it. Another web article from 
Star Wars Insider by Kristin Baver gives an in-depth look at the Lucasfilm Archive and 
its archivist, Madlyn Burkert. While the article does not cover any of the reference books 
specifically, it does reveal that certain objects end up being used in various Lucasfilm 
publications and Insider magazine articles. 
Reviewing the literature of private archives and access makes it clear that no one 
has written about a case as unique as the Lucasfilm Archive and how it allows for access 
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to its materials. Even in comparison to its parent company Disney, Lucasfilm is unique. 
Disney’s archive takes a more direct corporate approach, while Lucasfilm is less 
transparent about its archive. Lucasfilm presents an important case study because while it 
is both private and corporate, none of the literature discusses archives that do not directly 
serve “customers” as they are typically described. Lucasfilm strives to connect with its 
fanbase, which is certainly made up of customers, but they are not just customers. Fans 
support the company through more than seeing the movies and buying Star Wars 
products. There is much more than a monetary value placed on the media that the 
company produces, and by continuously enjoying that media the fanbase indirectly 
supports the construction and maintenance of the Archive. The Lucasfilm Archive’s 
purpose is not just to document the history of Lucasfilm as a corporate entity, but also to 
document the individual media that makes up the company. It is that media, as much as 





The methodology used for this exploratory case study of the Lucasfilm Archive 
was a combination of qualitative content analysis for the interviews and analysis of the 
publications based on the interviews. An in-depth study of Lucasfilm as a single case 
allowed for discovery of specific practices and analysis of how those practices could be 
utilized by other archives. The Lucasfilm Archive presents a unique case because it is 
both private and corporate, and yet Lucasfilm Ltd. as a whole largely depends on the 
public for its revenue stream. If the media that create the content of the archive are 
unpopular, then Lucasfilm makes less money. Because of this, Lucasfilm Ltd. must strive 
to remain connected with its user base as much as possible. This was true before the 
Disney acquisition, but there is the added factor that a large portion of what was 
originally one Lucasfilm collection remains with George Lucas and is therefore under a 
different authority. Access methods changed and were adapted after the acquisition, 
which adds to the uniqueness of the Lucasfilm case. 
1.1 Interviews 
To study how the public can access Lucasfilm’s collections, semi-structured 
interviews were conducted in February and March of 2021. Interview participants 
included an archivist at Lucasfilm Ltd., an author who worked directly for Lucasfilm, and 
an author who worked with both Lucasfilm Ltd. and George Lucas’s collection through a 
book contract. Each of the interviewees researched or worked directly with the materials 
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of the Lucasfilm Archive at different points in time and under different circumstances. 
Madlyn Burkert is currently the Collections and Exhibitions Archivist for Lucasfilm Ltd., 
but she also worked for Lucasfilm as an archivist in the Film Archive before and after the 
Disney acquisition. J. W. Rinzler was executive editor at Lucasfilm when he wrote the 
publication analyzed in this study, and he had access to the collections as an employee 
before the Disney acquisition. Paul Duncan recently researched within the collections of 
both entities while he was under contract with TASCHEN books. All three of the 
participants were able to discuss their connections to the Lucasfilm Archive in detail. 
The interview method was chosen for this case for multiple reasons. Interviews 
with people who have worked directly with Lucasfilm’s collections at different times 
presented distinct viewpoints. Even though interviews largely relate personal experiences 
and opinions, it was those exact experiences and opinions on how Lucasfilm does or does 
not provide access that were necessary to help answer the research questions guiding this 
study.  
Interviews were video recorded as they were conducted using Zoom and 
Microsoft Teams video conferencing software. The audio was manually transcribed and 
then checked for accuracy by doing multiple passes through each interview. Even though 
the interviews included video recordings, only the audio was transcribed due to both 
researcher constraints and the applicability of the resulting data. Tracking visual cues was 
not directly related to the research questions for this study, and because of this they were 
not included in the transcriptions.  
After transcription, each interview was analyzed using an iterative process of 
inductive content coding to determine themes and commonalities in the data. This 
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method was used for the interviews because it allows for abstracting from specifics and 
reveals “how different parts of the material compare and relate to one another” (Schreier, 
2013, p. 2). Themes were chosen as the unit of analysis and specific words, phrases, and 
passages were selected as indicative of the themes derived from the data. Units varied 
from a sentence to entire passages, but all relevant portions of the interview were covered 
by a theme. To narrow down the codes, the themes were first compared to other examples 
of the same theme within the same interview until a rough category definition resulted. 
The definitions were then compared to examples of the same theme within the other two 
interviews to achieve consistency across the data set.  
Once theme consistency was achieved, each of the three interviews were then 
fully coded for the same six themes. Those themes were as follows: collaboration, 
uniqueness, old v. new, purposeful storytelling, research process, and structure. Some of 
the themes dealt directly with access methods revealed in the interviews, while some 
themes also helped to inform the analysis of the publications as a form of access. Once 
the data was coded according to theme, it was then coded again according to 
subcategories that presented themselves within each theme. As a result, there were two 
hierarchical levels to the coding frame: themes and subcategories. To mitigate the 
limitation of only having one person coding the data and to increase reliability, the data 
was coded at two different times using the same coding structure (Schrier, 2013, p.11).  
To take the theme of collaboration as an example of the coding process, there 
were many mentions in the interviews of people working together to provide access to 
and use of the materials. For example, an employee at Lucasfilm Ltd. would work with 
other departments to make sure that materials necessary for production made it to the 
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right place. Another example would be an author working with an archivist to find certain 
materials, or an author working with a designer to create the layout for a book. The 
second pass through the data determined which theme each unit fell into and 
subcategories began to emerge. The three examples of collaboration used here are 
indicative of the three subcategories chosen: employee and entity collaboration, author 
and publisher collaboration, and author and archivist collaboration. 
1.2 Publications 
The two publications examined for this study both include material taken directly 
from collections that fall under the umbrella of the Lucasfilm Archive. Rather than 
simply using the archival material to write their books, the authors used the archival 
material as the centerpiece of their works, which was presented through the text and the 
images. J. W. Rinzler’s The Making of Star Wars: The Definitive Story Behind the 
Original Film was published in 2007, before the Disney acquisition and utilized the 
archival materials as they were before the separation. Paul Duncan’s The Star Wars 
Archives: 1977-1983 was published in 2018, after the Disney acquisition and utilized the 
materials both on the Ranch that belong to Lucas and at the Presidio that belong to 
Lucasfilm Ltd. Each book was presented to the consumer as including original archival 
material and employed that material to the tell the story of the creation of the movies. 
Analysis of these books reveals how publications provide access to the archival materials. 
A first pass through the books informed the interview questions that would be 
asked of the authors. Questions relating to the books discussed the author’s motivations 
for writing the books, the purpose they thought the books served, how they researched for 
the books, including gaining access to the archives and working with the materials, and 
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the design of the books. The topics were meant to facilitate analysis of the publications as 
a possible access tool.  
After the authors were interviewed and the interviews coded, a second pass 
through the books was performed to look for direct connections of the materials used in 
the books to the themes discussed in the interviews. For example, during Paul Duncan’s 
discussion of his research, he outlined his process for connecting archival materials 
together to write about certain scenes. In the interview, his explanation was coded as 
research process. Those scenes in the actual book were then evaluated based on the 
outline of his process to determine the usefulness of the book as an access tool. 
The three interview participants and two publications included in this study are all 
heavily focused on Star Wars content. Other projects created by Lucasfilm in the past are 
not discussed in this study. Lucasfilm produced other well-known sagas such as Indiana 
Jones, and many of the materials from those films are part of George Lucas’s collection, 




Findings and Analysis 
The goal of coding the three interviews and analyzing the two corresponding 
publications for this study was to categorize possible access methods employed by 
Lucasfilm as either active choices or as an unintended outcome. Each of the three 
participants were able to provide their own unique perspective about the archival 
materials stored at Lucasfilm as well as their experience with Lucasfilm at different times 
during the company’s fifty-year history. The Appendix of this paper includes individual 
biographies with further background on each interview participant. 
1.1 Interviews and Publications 
The first interview conducted was with Madlyn Burkert, the Collections and 
Exhibitions Archivist at Lucasfilm Ltd. Burkert started out at Lucasfilm before the 
Disney acquisition as first an intern and then an archivist at the Lucasfilm Film Archive. 
She remained there until after the Disney acquisition. When Lucasfilm Ltd. posted a 
position for Collections and Exhibition Archivist after they began releasing new Star 
Wars movies, she applied for it. Consequently, she had the opportunity to observe the 
Film Archive when it was still owned by George Lucas, the acquisition itself, and the 
current method of operations for archival material at Lucasfilm Ltd. The questions for 
Burkert’s semi-structured interview focused on the structure and methods of the archives 
at Lucasfilm Ltd., under what circumstances they allow for access, and how they work 
with those who are granted access.
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The second interview conducted was with Paul Duncan, an author who was 
contracted by TASCHEN books to write The Star Wars Archives. Duncan was given 
access to both the materials still held by Lucas and the materials that were acquired by 
Disney in 2012. One book turned into two, with The Star Wars Archives, 1977-1983 
covering the Original Trilogy of films IV-VI and The Star Wars Archives, 1999-2005 
covering the Prequel Trilogy of films I-III. At the time the books were being written, 
Lucasfilm Ltd. was producing new Star Wars content, but the materials that Duncan 
needed to access were related to when George Lucas owned the company rather than 
information related to the new content. The book analyzed in this study is the first one 
covering the years 1977-1983, because it included the first movie, making it comparable 
to Rinzler’s book on the original Star Wars. The questions Paul Duncan was asked 
focused on his book, his connection to Lucasfilm, and how he researched within the 
multiple archives. 
The art book publishing company TASCHEN released Duncan’s first book 
covering the Original Trilogy in 2018. The second book covering the Prequel Trilogy 
came a few years later in 2020. Both books are enormous, weighing over 15 pounds each, 
bigger than an 11x16 inch poster, and around 600 pages in length. Images take up a vast 
majority of the books, and the text is mostly in a question-and-answer format. The 
purpose of The Star Wars Archives is to tell the story of the movies with an emphasis on 
George Lucas’s point of view. Duncan interviewed George Lucas for both books, and 
much of the text consists of direct excerpts from their conversations. Duncan also pulled 
 22 
lines and stories from various documents that he discovered while researching in the 
Archive.  
The last interview conducted was with J.W. Rinzler, an author who worked for 
Lucasfilm from 2001-2016, and served as executive editor for much of that time. He 
wrote multiple Making of books for Lucasfilm, including The Making of Star Wars: The 
Definitive Story Behind the Original Film published in 2007. A Making of book tells the 
story of how a movie was made. It includes background information on the production of 
the movie, anecdotes, and insight into the filmmakers’ process. The questions asked of 
Rinzler were similar to the ones asked of Duncan in that they had to do with his book and 
the process of writing it. In addition, he was asked questions about his employment at 
Lucasfilm and how his insider position granted him greater access to the archives. 
The Making of Star Wars was the second Making of book that Rinzler had written 
in his career. He had first come up with the idea while Revenge of the Sith was being 
filmed, and he ended up writing the Making of book for that Star Wars Episode 
(Williams & McAlister, 2020). A few years later, when the thirtieth anniversary of Star 
Wars was coming up, Rinzler floated the idea of looking backwards and doing another 
book about the first film. This became the impetus behind The Making of Star Wars in 
2007. 
In discussions surrounding whether or not the book would happen, the editors at 
Lucasfilm first had to determine if a book about the making of the original Star Wars 
movie had already been written. No one at Lucasfilm could remember if Charles 
Lippencott had ever actually written the book. George Lucas had hired Lippencott to 
interview the cast and crew of Star Wars before the film was released in 1977, and the 
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original plan was for him to write a book about the film that included the interviews. It 
turned out that Lippencott had never written the story, so the interviews became the 
foundation for Rinzler’s book. The interviews are so fundamental to The Making of Star 
Wars that one of the subtitles for the book is Based on the Lost Interviews from the 
Official Lucasfilm Archives (Rinzler, p.iii, 2007). Like Duncan’s work, Rinzler’s book 
includes numerous images amongst the text, but the book appears more text heavy than 
Duncan’s. Rather than a question-and-answer format, Rinzler’s book is a flowing 
narrative with chapters broken up by timeframe and events.  
1.2 Coding 
Across all three interviews, six themes were either mentioned or discussed by 
participants. They are as follows: the structure or layout of the multiple archives, 
collaboration between people, the uniqueness of Lucasfilm, a difference between the old 
Lucasfilm and the new post-Disney acquisition, purposeful storytelling in the books, and 
the research process for the books. Each of these themes was data-driven, with a few of 
them named using the participant’s own words. Aspects of the individual themes directly 
or indirectly speak to the way that access is viewed and given for archival materials at 
Lucasfilm. 
Many of the themes are directly correlated to one another. For example, a type of 
collaboration could also be unique to Lucasfilm. In those cases, a passage might be coded 
for multiple themes, as that instance can be analyzed for its collaborative intent as well as 
for its contribution to the uniqueness of the studio. When a theme discusses content from 
or is directly connected to a publication, corresponding examples from the books are 
analyzed as well. For example, in his interview Paul Duncan gave a detailed outline of 
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his thinking process for the choice and placement of images for specific scenes. His 
comments in the interview were compared to the final product in the book to analyze how 
his process affected the book as an access point to archival materials. 
1.2.1 Structure 
The first theme identified in the interviews focused on the structure of both 
Lucasfilm Ltd. and George Lucas’s collection. The structure of each entity is 
fundamental to understanding both how they operate and how access occurs. Because the 
materials are separated between the two different entities, access is complicated for those 
who might need materials from both. An example of this is the book contract that 
TASCHEN had to negotiate with both Lucasfilm Ltd. and George Lucas for Paul Duncan 
to be able to research at both the Presidio and on Skywalker Ranch. 
The first subcategory for the structure theme, teams, was related to what Madlyn 
Burkert often referred to as “teams” at Lucasfilm Ltd. and focused on text that dealt 
specifically with how Lucasfilm Ltd. controls its assets (Burkert, personal 
communication, February 2021). To manage all of their production materials, Lucasfilm 
Ltd. separates functions into different teams or entities. While Burkert oversees all of the 
physical objects from production, there is a separate team that deals with digital assets. 
Because of the nature of movie production in the digital era, all production documents 
and photographs are digital. Even items that are printed out or written down must be 
turned into the digital asset team in a digital format.  
As an employee, Burkert can request information from the digital assets team, the 
production teams, various film departments, and the costume department. While 
recounting a time when she needed Adam Driver’s measurements for a mannequin she 
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wanted to use, Burkert mentioned that she had to put in a request for those details. The 
costume department might have written down Driver’s measurements on the day they 
measured him, but all paper production documents had to be turned in electronically to 
the digital asset team. Burkert would not usually be the one accessing that information 
unless she requested it “like anyone else” (Burkert, personal communication, February 
2021). The same is true for any images she might require or other materials from the Film 
Archive that moved with Lucasfilm to Disney. Materials that in the past would have been 
considered her purview as archival, such as production documents or continuity binders, 
are now held by different sections within Lucasfilm Ltd. (Burkert, personal 
communication, February 2021).  
Being able to request an actor’s measurements is a level of access granted to 
Burkert because of her status as an employee. Because Lucasfilm has always been a 
private entity, individuals are often only granted access to materials as a consequence of 
their job role. For example, Burkert comes into contact with the collection that she is 
caretaker of through the day-to-day occurrences of her job. But even she has to request 
certain information or materials from other departments and teams within Lucasfilm Ltd. 
Other employees at the company can do the same if they require the information to carry 
out job tasks. 
The second subcategory for structure dealt with the different types and distinctions 
between archives. It differs from the teams category because it deals with different 
traditional archives and how they are structured. For example, a mention of the Lucasfilm 
Film Archive being entirely separate from Burkert’s role as caretaker of the physical 
objects would be considered part of the archives category rather than the teams category. 
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The organization of the separate archives reflects the variation in both ownership and 
subject matter. At one point, Burkert explained each of the entities that Paul Duncan was 
vetted to research in. It was essentially three places: the Lucas Museum of Narrative Art 
collection, the Lucas Research Library, and the Lucasfilm Film Archive (Burkert, 
personal communication, February 2021). The first two belong to George Lucas and are 
located on Skywalker Ranch, while the third is now located at the Presidio where the 
Lucasfilm Ltd. offices are located. 
Within each of those three places, there are narrower designations. The Lucas 
Museum of Narrative Art’s collection includes the costume archives, props, maquettes (a 
type of 3D model), concept art, storyboards, matte paintings, and anything else kept from 
the making of the Original and Prequel Trilogies. The Lucas Research Library holds 
George Lucas’s personal papers along with a clippings collection filled with all of the 
newspaper mentions of Star Wars or George Lucas from over the years. The Lucasfilm 
Film Archive includes all of the original film, negatives, and prints related to the films 
(Duncan, personal communication, February 2021; Rinzler, p.viii, 2007). Paul Duncan 
was allowed access to all these sources to research for The Star Wars Archives, while 
J.W. Rinzler used the clippings file and Lucas’s papers more than ten years before 
Duncan to write The Making of Star Wars. In both cases, the archival materials were 
integral to writing the publications. 
The history of the materials held by what are now multiple sections of the 
Lucasfilm Archive is intricately connected to the history of the Lucasfilm Research 
Library. The Library was created first because Lucas was very interested in film research 
libraries early in his career. He started the Lucasfilm Research Library in 1978 with the 
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purpose of creating a repository for Lucasfilm employees to work from. The Library was 
moved to Skywalker Ranch in 1985, where it was expanded twice as Lucas purchased 
first the research library of Paramount Studios in 1987, and then the materials belonging 
to Universal Studios in 2000. Other additions to the collections over the years have made 
the Lucas Research Library a formidable historical collection. This collection can be 
accessed by all employees as well as outside researchers who need to utilize the 
collection for film research (American Library Association, 2012). 
The Archive was officially established years later and developed in stages. Lucas 
has always had a habit of keeping things from his movies, and he is a collector of film 
related objects. Over time, it became apparent that some items were disappearing as 
production materials were disposed of or simply vanished after completion of work on 
each film. It is a well-known source of amusement within the Star Wars fan community 
that objects such as the original model of the Death Star ended up in the private 
collections of some very lucky individuals (Lopez, 2015). As Lucas started realizing that 
objects he would rather keep were escaping, he started to take more active control of the 
artifacts’ preservation, storage, and use. By the time the Prequel Trilogy was being made, 
most objects and artwork related to production had to go through George Lucas to 
determine if he wanted to keep, or in some cases purchase, the item before it could be 
released on the public market (Rinzler, personal communication, March 2021). 
It was one of the first research librarians, Debbie Fine, who Lucas tasked with 
structuring all of the materials as an archive. Some materials were already held at the 
Library, but much of it was unorganized into the early 2000s. Rinzler recalled always 
returning to the same places for the archival material while he was at Lucasfilm, usually 
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at the Library, and often stored all together in boxes. He described it as something similar 
to Indiana Jones, where there is a warehouse-sized space full of boxes that no one has the 
time to go through (Rinzler, personal communication, March 2021). Over time, the 
collections were separated into different locations, eventually becoming the Lucasfilm 
Research Library, the Lucasfilm Film Archive, and the costume archive that contains 
most of the costumes from the Original and Prequel Trilogies. 
The forthcoming Lucas Museum of Narrative Art will display portions of George 
Lucas’s collection for public viewing, and Lucas kept his collection in 2012 with this 
idea in mind. What was once private will become more public, and some of the same 
items that Rinzler and Duncan viewed for research will be much more accessible. The 
Museum will include materials from all Lucasfilm productions, and will provide a new 
form of public access starting in 2023. 
1.2.2 Collaboration 
The theme of collaboration included any mention of people working together to 
accomplish a goal. The passages that were coded as collaboration often recounted 
conversations between people, interactions for research or use of materials, and 
explanations about employee operations. All interview passages that were coded as 
collaboration were further separated into three subcategories. The first was 
employee/employee efforts, which included different entities exchanging information or 
working together. The second subcategory was interactions between author and publisher 
about design, contracts, or anything to do with the books, and the last subcategory was 
any interaction between an author and an archivist for research.  
 29 
There were many instances throughout the interviews where jobs were mentioned 
as being heavily collaborative. Most of the employee/employee interactions dealt with 
projects. While explaining what her job entails on a normal day, Madlyn Burkert pointed 
out that within the asset management team she is the only archives person. A few people 
on her team are based in the United States, while the rest work from the United Kingdom. 
The team tracks the assets, which are the physical props, costumes, creatures, and droids 
from production. Tracking the assets includes the purchase or manufacture of things 
throughout production for any of the shows or movies being produced by Lucasfilm Ltd. 
There are even more people assigned to each show’s production team who track the 
assets for that particular show. At the end, “we all kind of join together and coordinate 
efforts” (Burkert, personal communication, February 2021).  
When production ends for a film or a show, Burkert’s team works with the 
production departments to determine what will be kept. In conjunction with entities like 
Disney Special Events and others, they make lists of assets that might be useful. “Useful” 
often means it will be used for marketing purposes. Burkert mentioned that the choices 
are not entirely hers, and align with what makes the most sense for promotional or re-use 
purposes. A good example is costumes that should be kept for later placement on the red 
carpet for the movie premiere. The choice is logical, but does not include everything. 
Sometimes an entity will want to keep a certain droid or object that they think is 
particularly interesting, and Burkert’s team can step in and advise. For instance, a droid 
might not have operational arms because they are actually computer-generated, and 
Burkert’s team can point that out as a reason why the piece might not be a good choice 
(Burkert, personal communication, February 2021). 
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The choices that Burkert’s team help to make directly affect what the public is 
later able to see from production. The objects are meant to help increase brand awareness 
in the sense that they advertise the film. One type of publication that does allow the 
public to visually, if not physically, view objects from production is the visual dictionary 
that Lucasfilm often releases along with each film. Burkert mentioned that the visual 
dictionaries are often photographed on set. As the movie is being made, a photography 
team is sent to acquire the images later used in those publications. The visual dictionaries 
rely on what Burkert called “the new hotness” because they are usually released with the 
film or for Christmas the same year as part of the advertising and marketing efforts for 
the film (Burkert, personal communication, February 2021). 
In contrast to the visual dictionaries, books like The Star Wars Archives and The 
Making of Star Wars are not directly tied to marketing for new films and often receive a 
smaller amount of their own marketing. In a podcast he did in 2020, Rinzler pointed out 
that for most studios, books about the making of a movie are usually “marketing 
department extensions” (Williams & McAlister). However, at Lucasfilm the purpose was 
different because Lucas was willing to discuss things that are often left out of books that 
discuss the development of a film. Lucasfilm Making of books included topics such as 
the editing process for the film or any complications that arose throughout production, 
which are both good examples of what was usually not mentioned in the Making of 
books done by other studios. The Revenge of the Sith book might have been published to 
help promote the movie, but it still included detail about the creation of the movie that 
Making of books made by other studios avoided discussing.  
 31 
When questioned about whether or not his book aided in marketing the movies, 
Rinzler pointed out that many of the fans still do not know that The Making of Star Wars 
even exists. They released it as a thirty-year anniversary special, but there was almost no 
marketing done for the book because the publisher expected the brand to sell the book. 
He pointed out that when a movie has been out for thirty years, public relations and 
marketing for a book about it are very different than a book about a movie that has not 
yet been released (Williams & McAlister, 2020). Even less fans know that Rinzler spent 
almost an additional year researching audio and video content to add to the special e-
book edition of The Making of Star Wars. Sixty minutes of additional content were taken 
directly from the Lucasfilm Archive, and very few fans actually know it is out there for 
them to enjoy because there was no marketing for it (Rinzler, personal communication, 
March 2021). 
There are other ways that the public can view what Burkert calls the “screen 
assets,” such as Star Tours at Disney World and Disney Land that are occasionally 
redone to highlight the latest and greatest, so to speak. They are not as accessible as a 
visual dictionary, however, because of the need for travel rather than purchasing a book. 
Burkert mentioned adding Billy Dee Williams’s costume to the exhibit at the park for the 
last movie, The Rise of Skywalker. The exhibit-like display brings the collection to life 
because the assets are usually viewed only on screen or through images posted online at 
Starwars.com. Star Tours is an example of how Burkert’s team “facilitates any needs of 
those assets for something that’s not the actual film and TV production” (Burkert, 
personal communication, February 2021).  
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Another similar exhibition-like presentation of the assets at both Disney World 
and Disney Land is the Star Wars gallery called Launch Bay. They place a selection of 
the screen assets on display for park visitors to see. Burkert mentioned that she once 
thought it was a little odd to put costumes and objects from production on display in a 
theme park, but over time she realized that they have so many materials that the public 
would otherwise never be able to see. She remarked, “We have so much stuff. Yes, of 
course we can put it in a theme park! People should see this!” (Burkert, personal 
communication, February 2021). While the visual dictionaries put the objects on display 
visually, the exhibits at the Disney parks allow for a more physical access experience for 
those who wish to travel to see it. 
Other access points that require travel include fan events like Comic-Con. 
Displays at Comic-Con, usually in San Diego, were an important part of promoting the 
latest media being produced by Lucasfilm Ltd. If a movie was being released that year, 
they would create a display to tease the upcoming film. Much of Burkert’s day-to-day 
before the global pandemic was coordinating logistics for fan events such as Comic-Con. 
The first step to using assets for any event was ensuring everything was packed and 
shipped properly. Once the assets arrived at their destination, she and her team would set 
up the displays or oversee their usage, depending on the need. It was then their task to 
dismantle the display after the event and ship everything back to San Francisco where the 
Presidio is located (Burkert, personal communication, February 2021). 
Each of these examples shows that many of the methods through which Lucasfilm 
Ltd. provides access to its collections have a marketing purpose. Access becomes a side 
effect of the promotion of the films or TV shows. The visual dictionaries are released in 
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conjunction with the movies, the fan events promote the newest media, and the exhibits at 
Disney locations publicize the brand. Each situation also happens to provide a type of 
access to the public, even if it is just visually or only the few chosen assets for that event. 
The public cannot visit Burkert’s warehouse, so they visit Comic-Con or Disney instead. 
Burkert mentioned that public-facing exhibits like Launch Bay were also done 
when George Lucas owned the company. Other instances of collaboration occurred at old 
Lucasfilm as well. Filmmaking is an inherently collaborative medium, with many people 
and teams working together to finish a film. Story conferences that were essentially 
George Lucas explaining something to the writing team still allowed a space for them to 
make comments and propose changes to the storyline. At other points in production, there 
would be logistical issues, problems with equipment, and issues with the budget that 
always required a special team of people to sort them out (Duncan, personal 
communication, February 2021). Those teams would always prove instrumental to the 
completion of the film.  
Collaboration was always an underlying tenet of any movie that Lucasfilm made, 
even though Lucas always had the final word. Lucas was directly involved in all of the 
inner workings of his company, including Lucasfilm publication projects. J. W. Rinzler 
mentioned that when he wrote The Making of Star Wars, he and Lucas sat down for a 
period of about five hours after Lucas had read the entire draft to discuss it at length 
(Rinzler, personal communication, March 2021). George Lucas may have been the titular 
owner and founder of the company, but he worked directly with his employees and gave 
them creative freedom. 
 34 
Other collaborative interactions included author and publisher interaction. It 
requires more than one person to make a book, and both Paul Duncan and J. W. Rinzler 
worked extensively with their publishers and designers. Publishing concerns like word 
count, page length, image location, and structure are all discussed and sometimes 
negotiated between author and publisher. Even when Rinzler was executive editor at 
Lucasfilm and the company had its own publishing arm, those concerns still needed to be 
addressed and negotiated. Rinzler was full of anecdotes about interactions with his 
publishers over the years. The Making of Star Wars ended up being published in a very 
small print so that the publisher could keep costs down while fitting the content into the 
same amount of space. At a later point in the process, the publisher decided that they 
liked the book enough to add more pages to it. At that point the book was finished 
already, so rather than changing any of the text they decided to add storyboards to the 
back of the book to increase the page count. Amusing stories such as this one have 
occurred throughout Rinzler’s long writing career, and he would often quip “that’s just 
typical publishing, you know?” (Rinzler, personal communication, March 2021). 
These decisions, although related to content, also affect the book as an access 
point for the public. Printing at a smaller font to include all of the content and images 
allowed the public to see more material, as did adding the storyboards to the back of the 
book. Even deciding to do special e-book editions, while arguably a publishing scheme, 
presented the public with bonus materials from the Archive. The lack of marketing for it, 
however, negatively impacts the reach of the book and the level of access provided to that 
material through the publication of the book. 
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Paul Duncan’s negotiations with TASCHEN also included a discussion about 
more space. Originally, the plan was to write one book for all six of George Lucas’s Star 
Wars movies, but once Duncan immersed himself in the documents, he found that there 
was too much material for it all to fit in one book. He told TASCHEN, and in negotiation 
with Lucasfilm Ltd. and George Lucas, they decided to publish one book for the Original 
Trilogy of Episodes IV-VI and another for the Prequel Trilogy of Episodes I-III. Timing 
was also a consideration for the books, because when Duncan started the research, 
Lucasfilm Ltd. had started producing the Sequel Trilogy of movies and Star Wars had 
returned to the forefront of popular culture (Duncan, personal communication, February 
2021). 
Another important conversation that Duncan had in relation to the books was with 
his designer, Josh Baker, about where to put the images in the book. The book includes 
many double spreads, full page, and half page images as well as scans of archival 
materials. Balancing the plethora of pictures with the text was a discussion between 
author and designer. In theory, an author could hand the designer all of the pictures and 
say “go for it.” Rinzler even mentioned that some books are actually designed that way. 
In Rinzler’s opinion however, the “best books are going to be the author and designer 
doing it very closely together because every two pages is telling a visual story. So, you 
have to be very careful about the pictures you choose” (Rinzler, personal communication, 
March 2021). This is a point that Rinzler and Duncan certainly agree on, because Duncan 
made sure to discuss the importance of the images with his designer so that he would 
understand why certain pictures needed to be placed exactly where they were.  
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The last type of collaboration found in the interviews was researcher and archivist 
interaction. When discussing her time working with Paul Duncan while he was 
researching for his books, Madlyn Burkert commented that “he’s had a lot of exposure 
[to the collections] in a way that most people don’t” (Burkert, personal communication, 
February 2021), speaking directly to the fact that gaining access to materials at Lucasfilm 
Ltd. is challenging for outsiders. TASCHEN had to receive permission from both George 
Lucas and Lucasfilm Ltd. for Duncan to be able to conduct his research, since the 
materials he needed for the books bridged both entities. He spent time at the Presidio with 
the digital assets team looking through film slides, negatives, contact sheets, and other 
visual materials from the Film Archive that remained under Lucasfilm Ltd. after the 
acquisition. He said he sat in a room at the Presidio and the team would bring him 
materials to look through (Duncan, personal communication, February 2021). His 
experience at the Presidio is easily comparable to an archival reading room. 
Archivist availability was also a consideration. Duncan said that it took almost a 
year to “get on the schedule” (Duncan, personal communication, February 2021). This 
was because employees had to be allocated to assist with access to the materials while he 
researched. His first meeting at Skywalker Ranch was with Laela French, who works at 
the Lucas Museum of Narrative Art, and it was through her that Duncan learned about all 
of the different archives. When Duncan went to meet her, he said he had no idea about 
the structure of the archives or how they operated. Because of Laela French, he found out 
about all of the different entities that held archival material for Lucasfilm. He was then 
given access to each location as necessary to research for The Star Wars Archives. 
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Rinzler’s collaboration with the archivists at Lucasfilm was different than 
Duncan’s due to when he was researching and what role he played at the time. While 
working on The Making of Star Wars, Rinzler was also an employee at Lucasfilm. He did 
not have to jump through the same hoops to gain permission because as soon as George 
Lucas green-lit the book he had clearance to utilize the archives. His positionality as an 
employee kept doors wide open for him throughout the research process. He described 
working on the book during this time as being “in the belly of the beast” which allowed 
him “an infinite amount of time to talk to people, figure things out, make an appointment, 
go over there, you know, have the stuff, you can come back.” This convenience was then 
juxtaposed with his later position performing research where once “you’re outside of the 
studio, you’re basically treated as a foreigner” (Rinzler, personal communication, March 
2021). 
As a foreigner, Rinzler explained that researching in an archive feels like a 
“SWAT Team mission.” The researcher has a certain amount of time to see what is often 
a vast number of materials, and so they have to “buddy up to the people who run the 
archives” (Rinzler, personal communication, March 2021). When he was an employee, 
he worked with the people who ran the Lucasfilm Archive and had an ample amount of 
time to access materials. Duncan was in a somewhat unique position as well in that he 
had a greater amount of time than the normal researcher, but he did not have the 
convenience of working at Lucasfilm and knowing the people beforehand.  
Duncan had to be vetted and a contract worked out between TASCHEN, 
Lucasfilm, and George Lucas before he could get anywhere near the archives, whereas 
Rinzler had more open access from the beginning. This is typical in private archives 
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where employees have the benefit of access while outsiders must have a reason for being 
there that is approved by the right people (Cobbin et al., 2013, p. 399). While the Lucas 
Research Library does allow for outside researchers to use their reference collection for 
filmmaking purposes, access to the archival materials requires different permissions 
(American Library Association, 2012). This makes publications that include materials 
directly from the Archive that much more valuable for access purposes. 
1.2.3 Uniqueness 
The theme of uniqueness dealt with any mention of either Lucasfilm Ltd. or 
George Lucas’s Lucasfilm as being particularly distinctive in comparison to other studios 
or companies. The subcategories were straightforward with one for Disney-owned 
Lucasfilm Ltd. and the other for Lucasfilm pre-2012. For a passage to be coded as 
uniqueness, it had to describe something that set the entity apart in some way. 
One example of the uniqueness of Lucasfilm Ltd. is its size. Even though the 
company is owned by Disney, it is not a large entity on its own. Madlyn Burkert would 
often mention the size of Lucasfilm Ltd. as something that set it apart from other, similar 
studios like Warner Bros. or Disney. Paul Duncan also mentioned it as a consideration 
when it came to scheduling, saying, “when you think of companies you think there are a 
lot of people, but there aren’t. There are actually very few people involved in the making 
of these books” (Duncan, personal communication, February 2021). It is because of the 
size of the company that Burkert works on a team where she is the only archivist and has 
to perform logistical measures to get assets where they need to go for the studio or special 
events. She described some of the actions she performs as “not really what an archivist is 
supposed to do,” but are actions she ends up performing while working with the assets 
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(Burkert, personal communication, February 2021). She wears more hats than she 
otherwise would if the company were larger. 
Another unique feature of Lucasfilm Ltd. is that there is no social media account 
specifically for the Lucasfilm Archive. As an entity, Lucasfilm Ltd. is not large enough, 
and according to Burkert not quite old enough, to warrant having separate social media 
accounts for all of the units. Any social media posts using archival materials are done in 
collaboration with Burkert, but they are posted by a different entity within Lucasfilm Ltd. 
since the social media team is its own section. In comparison to other studios with 
archives such as the Warner Bros. Archive or even the Walt Disney Archive, Lucasfilm 
Ltd. does not advertise its archive using individual social media accounts. Lucasfilm Ltd. 
places its materials visually in publications or physically in exhibits at Star Tours or 
Launch Bay. There are times that objects are highlighted on social media or on 
starwars.com, but it is not facilitated by the Archive directly. This has a lot to do with 
materials being so fresh off production. Burkert does not consider Lucasfilm Ltd. to be in 
a position yet where it can have a “true archive” (Burkert, personal communication, 
February 2021). While a discussion about what makes something archival is not within 
the purview of this study, it is interesting that the age and use of the materials is 
something that sets the new Lucasfilm’s collection apart from the old Lucasfilm. 
Burkert’s position at Lucasfilm Ltd. is also unique because she deals with shows 
borrowing things from other shows, and which assets should be kept for the Archive and 
which might be further used for production. Her position requires her to work with 
materials as they are acquired, built, or purchased rather than at the end of the life cycle 
when materials are transferred to the “archive’s space” of the asset management database 
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system (Burkert, personal communication, February 2021). This is another aspect of 
Burkert’s job that is affected by objects being in a more constant state of use. Instead of a 
dividing line between in active use and archival use, the objects that Madlyn works with 
are always called “assets” due to the fact that they could possibly be pulled for use in a 
new production at any time.  
The fact that the assets can be considered in active use while also being stored in 
the Archive is very similar to the Australian Records Continuum as developed by Frank 
Upward in the 1990s. The Continuum postulates that records do not exist at only one 
point in the records life cycle but rather in multiple stages at once (Flynn, 2001, p. 82). 
An object can be both archival and considered in active use at the same time. Burkert 
may not consider Lucasfilm Ltd.’s archive to be a “true archive” yet, but according to the 
Records Continuum, it does not matter how old the materials are or even where they are 
located. Objects used on set could be considered a part of the collection from the moment 
of creation simply because of their purpose and their use. 
The second subcategory for uniqueness focused on pre-2012 Lucasfilm. Passages 
that fell into this subcategory included George Lucas’s methods of running the company 
and how it affected the corporate culture at Lucasfilm. As an employee who worked 
directly with George Lucas for many years, Rinzler could speak to his methods and how 
they affected Lucasfilm. It was obvious during his interview that Rinzler still greatly 
admires his former boss as someone who cares about film and the history of filmmaking. 
It is largely because of Lucas that there are even materials still extant for the various 
productions that Lucasfilm created over the years. Rinzler pointed out that studios require 
money to store and preserve objects, and many studios prefer to periodically throw things 
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away rather than pay for upkeep or storage. Lucas made a concerted effort to build his 
research library and to keep materials from production.  
According to both J. W. Rinzler and Paul Duncan, Lucas also had a habit of hiring 
the right people. For the Archive specifically, Rinzler recalled Lucas hiring Debbie Fine 
as the head research librarian to start the Lucasfilm Archive. She was also the impetus 
behind Lucas’s purchase of the Paramount Research Library, which was a case Rinzler 
mentioned where the studio no longer wanted to pay for upkeep (Richau, 2021). It went 
beyond Lucas simply hiring the right people, because he also had a habit of listening to 
their ideas. If he thought the idea a good one, he would simply say “let’s do it” and the 
employees would make it happen. Lucas said that for Rinzler’s first Making of book for 
Revenge of the Sith, and he said it for the Archive (Rinzler, personal communication, 
2021). This is the same attitude that Lucas had when it came to listening to his 
employee’s ideas at story conferences. If what he heard fit into what he was trying to 
create he would take it. If not, he would explain to them why it would not work (Duncan, 
personal communication, February 2021).  
Lucas’s working relationship with his employees was something that the 
employee’s themselves found to be unique. Duncan spoke with many people who had 
worked with Lucas at various times throughout his career, including sound designer Ben 
Burtt, film designer and artist Doug Chiang, and concept designer Ryan Church. Each of 
them said something similar: George Lucas “gave them the opportunity to do the very 
best work of their lives” where they “really stretched themselves and expressed 
themselves in ways they had never done on other movies” (Duncan, personal 
communication, February 2021). Lucas was and is known for the creative freedoms that 
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he allows his employees, and that freedom directly impacted the creation of the very 
same archive that Rinzler and Duncan used to write their books. 
1.2.4 Old v. New 
The code for old v. new categorized any comment about the separation of people, 
materials, or entities after the Disney acquisition as well as differences in organizational 
approaches between George Lucas’s Lucasfilm and the new Lucasfilm Ltd. Passages 
placed in the theme old v. new had to be different than passages coded as uniqueness by 
being examples of instances where the organizations approached the same situation in 
different ways. One example of this is when Burkert specifically differentiated between 
circumstances under old Lucasfilm and the new. Burkert calls Lucasfilm Ltd.’s archive 
“Archives 2.0” because it is like a new, second version of the old Lucasfilm Archive that 
she worked in before the Disney acquisition (Burkert, personal communication, February 
2021). She observed that if she had been having the same conversation in 2011 before the 
Disney acquisition, it would have been a completely different reality. Lucasfilm Ltd. is 
always cycling through its collections, whereas Lucas’s collection comes from films that 
have been finished for many years. 
Related to variations of approach is the loss of institutional knowledge that 
occurred after the Disney acquisition. While explaining his archives research process, 
Rinzler segued into a discussion about how few people are still at Lucasfilm Ltd. who 
were there before the acquisition. He mourned the loss of institutional knowledge across 
the board, but particularly in studio archives when new hires do not know where 
everything is located and the history of the materials. One anecdote Rinzler shared about 
working with archivist Don Bies in 2009 on The Making of the Empire Strikes Back is a 
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good example of how important institutional knowledge can be in an archive. When 
Rinzler began the book, Bies mentioned a group of cassette tapes that he had at the 
Archive. Apparently, when the Archive was first being structured, he found a box of 
these tapes with recorded interviews of the cast and crew. The interviews had been done 
by Alan Arnold for a book about The Empire Strikes Back that was released in 1980, but 
the material had never been transcribed. Bies said they were going to throw the tapes 
away, seeing no use for them anymore, but he decided to put them in a closet instead. 
Because of Bies’s quick thinking, Rinzler was able to use those interviews for his book. 
If Bies had not been around at the time, Rinzler would have never known they existed 
(Rinzler, personal communication, March 2021). 
Institutional knowledge is an important aspect of maintaining a corporate memory 
and running a corporate archive, and some even consider the two to be the same concept 
(Megill, 2005, p. 11). Company archives are the method through which corporate 
memory is often held, but without the institutional knowledge present aspects of that 
memory can become lost. In Corporate Memory, Kenneth Megill mentioned the 
dangerous tendency for many companies to be dependent on very specific people for 
their corporate memory, and when those people leave the company, so does their 
knowledge (p. 25-26). In Rinzler’s experience, this was the case with many departments 
at Lucasfilm after the acquisition. Employees either left or decided to stay with George 
Lucas, taking their institutional knowledge with them. This created a distinction between 
the old Lucasfilm Archive and the new. 
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1.2.5 Purposeful Storytelling 
The theme of purposeful storytelling refers to storytelling strategies used by the 
authors to create a visual story or construct the plot. The three subcategories for this code 
were visual storytelling, general storytelling, and purpose. Visual storytelling concerns 
anything to do with the images and archival materials scanned for placement in the 
books. Passages were coded as general storytelling if they mentioned strategies that 
focused on the plot of the books. Lastly, purpose could include comments about the 
purpose of the book as a whole, or the purpose behind a choice made for the book. 
Visual storytelling is an important aspect of the archival reference books analyzed 
in this study because the images of the materials in the books are one of the few public 
access points to the Archive’s holdings. Furthermore, Duncan’s book is considered an 
“art book,” which are image dominant. Both Rinzler and Duncan heavily emphasized the 
importance of choosing the right pictures and designing the book in such a way that the 
images helped to tell the story. Rinzler called it “telling a visual story,” while Duncan 
deemed it “visually encod[ing] the idea that this is important because I’m spending time 
on it” (Rinzler, personal communication, March 2021; Duncan, personal communication, 
February 2021).  
Rinzler also pointed out that he often had an overabundance of pictures to choose 
from. He sometimes had thirty images for the same scene, allowing him to pick the best 
ones to use. The images for the lightsaber duel between Darth Vader and Ben Kenobi are 
indicative of this overabundance of images. Rinzler included a double spread of images 
on pages 200-201 that is comprised of two large images above eight smaller ones (2007). 
The scene is important, so it receives more image treatment than the average scene, but 
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there were still even more images that Rinzler could have chosen to include for that 
specific scene in A New Hope. 
There was not only an overabundance of images, but also a plethora of documents 
available at the Archive. There are points throughout The Making of Star Wars where it is 
apparent to the reader that there could be much more to a document than what is shown. 
On page 144, Rinzler included the cover of a “Rushes Book” that included “meticulous 
handwritten notes” for each scene of the movie. The image of the cover is next to an 
image of one page out of the book, showing how the notes look for a specific scene. 
There are clearly many other pages from the same book that were not used due to space 
allotment and the purpose of the text. The reader will never get to see the rest of the 
Rushes Book in the actual Lucasfilm Archive, but they can see a snapshot of the material 
in the book. 
In comparison to The Making of Star Wars, the images in The Star Wars Archives 
are much larger due to the physical size of the book, but they also take up more space on 
the pages. As an art book, the pictures are meant to be immersive, and present more detail 
to the reader. Every other page might be a full-sized picture. When images take up that 
much visual space in a book, the process of choosing the images to highlight becomes 
that much more important. Like Rinzler, Paul Duncan chose every picture and its 
placement in collaboration with the designer. 
While explaining how he constructed his visual story, Duncan mentioned that he 
would often use multiple images from the same scene if that scene was considered to be a 
turning point. One such scene near the beginning of A New Hope is when Luke 
Skywalker loses his Aunt Beru and Uncle Owen. Duncan recalled multiple people asking 
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him why he used so many images for that scene, as there are two double spreads for it 
(p.98-103, 2018). Duncan responded that he wanted to convey to the reader that the scene 
was visually important even though the film crew moved through the shots relatively 
quickly (Duncan, personal communication, February 2021). Turning points in the film 
are important to the viewer, and Duncan wanted to make it clear that they were important 
for the book as well. In contrast, the film crew only thought about the scene technically. 
No one was working on set thinking about the philosophical ramifications of those two 
deaths for young Luke Skywalker. However, Duncan had interview notes from George 
Lucas discussing the philosophy of those character deaths in the movies, and he could 
connect the production and story in that way. The resulting body of work clearly 
showcased that the images were telling a story that the production notes did not. 
In the end, Duncan described the research process as writing two stories 
simultaneously. The story of production was chronological, with the text itself one story, 
and the story of the images told in the order of the film’s plot. The result is that the 
images might not exactly match the text that is on the same page. For instance, while the 
images were dealing with Luke Skywalker losing his aunt and uncle, the text on the same 
pages was about the casting process (p. 98-103, 2018). The philosophical discussion of 
death comes later at pages 116 and 127, and even that discussion is divided in half by ten 
pages of large images (2018). 
The layering of the two stories is something that some readers have complained to 
Duncan about. They have asked him why he constructed the book in such a manner. 
Duncan understands that it can be confusing, but he argued that he was writing the book 
with two types of readers in mind. The first reader was the picture-lover. They flip 
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through the book to look at the images, the captions, and the break-out quotes. They will 
never read the entire text word for word. Because of this, it was important that images, 
captions, and quotes told a cohesive story independent of the text. The second reader 
dove into the text and read it in sections, simply because even the most seasoned readers 
would not be able to read the 600-page book in one sitting. Duncan organized the book as 
he did in order to satisfy both types of readers within the one book. 
When it came to general storytelling, both authors had the same habit of letting 
their research tell the story. Neither of them entered the archive seeking specific 
information. Instead, they went into the Archive with the expectation that they would find 
a good story in the documents. Even though the books are large and very few people will 
read every word, both authors wanted to tell an interesting story through both the images 
and the text. Rinzler likened it to writing “a real-life novel” where the characters needed 
to be interesting and the plot engaging (Rinzler, personal communication, March 2021). 
Duncan immersed himself so deeply in the documents that when he went to interview 
George Lucas, he had to adjust his questions to be less specific. Duncan knew exactly 
which day they filmed a certain scene, but for Lucas it was a vague memory of time and 
place. His research informed his questions for Lucas, and it informed the story he told in 
The Star Wars Archives. 
While The Star Wars Archives reveals a story of collaboration, Rinzler’s text as a 
whole tells a story of progression. The text is written in a more linear narrative than 
Duncan’s, and the images always match the text. Break-out documents throughout the 
book that Rinzler chose to highlight often tell a visual and textual story of change. 
Rinzler tried to answer questions that the fan might have, such as “How did the name 
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Skywalker come about?” To answer it, Rinzler would explain the iterations of the 
character and the name through documents from the Archive. In comparison, Duncan 
tried to answer questions about the why, such as “Why did George Lucas end up making 
Leia Luke’s sister?” A snippet from his interview with Lucas would reveal the answer. 
The main goal that Duncan sought to reach when writing The Star Wars Archives 
was to make it distinct from Rinzler’s and other authors who had written similar books. 
He finally discovered that what he was really interested in was the “why” of it all. Why 
did Lucas make the decisions he made? Duncan decided “that really the story I wanted 
was George Lucas’s point of view.” As a fan himself, Duncan had to find something that 
interested him, and what interested him were the motivations behind Lucas’s decisions 
(Duncan, personal communication, February 2021). 
Duncan noted that he tries to make his research interesting because if he is not 
interested in his subject, why would the audience be? Because of this, he likes to view 
himself as the audience for each book that he writes. He places himself in the position of 
the reader. What would he, as the reader, want to see? With this in mind, he said he 
wanted to know more about the reasoning behind all of the decisions that created the 
films. As a young fan of Star Wars, he learned everything there was to know about the 
making of the movie, but what he never learned was the why. Writing The Star Wars 
Archives gave him, and by extension his readers, a chance to find out why events 
unfolded as they did. 
Rinzler took a different approach when asked who he viewed as his audience. After 
considering his response, Rinzler compared his audience to a pyramid. He saw the people 
who are very dedicated fans at the top of the pyramid. The middle of the pyramid 
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included people who are interested in film or more casually interested in Star Wars. It 
was his hope that at the bottom of the pyramid would be “everyone,” or anyone interested 
in art or film in even a passing manner (Rinzler, personal communication, March 2021). 
1.2.6 Research Process 
The research process theme focused on the procedure of researching, writing, and 
creating the books. It included researcher vetting, archival research, the writing process 
other than storytelling choices, design processes that were not collaborative, and 
comments about the person’s individual role in the entire undertaking. Different points in 
each author’s research process highlight choices that affected the publications as access 
points.  
The first step for doing any research as an outsider in a private archive is 
researcher vetting. Burkert often mentioned that research on and use of the assets 
required a vetting process conducted by Lucasfilm Ltd. The researcher had to be given 
permission, and then Burkert’s colleagues would notify her that someone needed to use 
the assets and request that she work with them (Burkert, personal communication, 
February 2021). Another less formal vetting process that Paul Duncan had to go through 
occurred while he was researching at Skywalker Ranch. When he decided that he would 
like to interview George Lucas, he had been researching there for about a year. At that 
point, everyone knew him and “didn’t think he was a monster or something” so they put 
him in touch with Lucas for an interview (Duncan, personal communication, February 
2021). He was first formally vetted by Lucasfilm Ltd., and then more informally vetted 
by the employees in order to conduct his research and interview Lucas. 
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Rinzler avoided a vetting process for The Making of Star Wars because he worked 
at Lucasfilm. He was able to be in relatively close contact with George Lucas while 
working on the book. He said that he kept a running list of questions to ask Lucas 
throughout the process. He had access to the Lippencott interviews, the primary sources 
available in the Lucas (then Lucasfilm) Research Library, and the production library. He 
also interviewed individuals who had worked on the first movie and were still employed 
at Lucasfilm. As he worked through the primary sources, he took pictures of everything 
so that he could later organize it all. When it came to writing, he commented that once 
the research tells him the story he finds the process to be quite simple. He said, “It’s 
obvious what you need to keep and what you need to take out,” and it becomes a kind of 
curation of the material (Rinzler, personal communication, March 2021). 
Duncan had something similar to say about when he began to choose material for 
The Star Wars Archives. Even though Duncan included his own voice through his 
questions for Lucas, he does not have a perspective in the book in the sense that he makes 
no personal “value judgements.” He compared it to documentary filmmaking, where 
every choice that is made for editing purposes is a selection that affects the story 
(Duncan, personal communication, February 2021). Even if the creator of the material 
has no conscious voice, they are still imposing themselves on the story. Everything might 
be presented as factual, but the order and presentation of the content affects how it will be 
received by the audience. 
A comparison of the two publications illuminates this curation process and how it 
influences the reception of the material. Each book is telling the story of the same film 
(Duncan’s includes Episodes V and VI). But while the authors sometimes chose the same 
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images for scenes included in both books, they presented them differently. For the same 
lightsaber duel between Vader and Kenobi, Rinzler and Duncan both chose an image of 
George Lucas showing Sir Alec Guinness how he wanted the actor to swing the 
lightsaber. In Rinzler’s book, the image was printed very large, taking up most of the 
page (p. 200, 2007). In Duncan’s book, that image was one of the smaller ones placed 
next to some of the text (p. 171, 2018). The authors placed a different level of importance 
on the same image. In one text, the reader cannot miss the photograph, in the other text it 
might be a passing glance.  
The images in each book, while similar, are also often from different angles. The 
sabers might be crossed at different points, or the same shot from the film was captured 
from two different angles. Because scenes were visually presented in different ways in 
each book, the reader receives a different perspective on both the film and on what 
images are included in the Archive. This is a limitation of the publications as an access 
point for the Archive. Like any museum exhibit, the materials are curated and provide 
access only to certain items. However, if a dedicated reader were to look at both books, 
they could see a greater number of materials from the Archive. 
Like Rinzler’s, Duncan’s research process also included going into the various 
archives and taking as many pictures as possible. He said it was similar to building a 
virtual archive on his computer to replicate what he had seen in the actual archive. Once 
he had all the photographs, he had to organize the material. With the help of a friend, he 
put together a chronology of production so that he could have a timeline to work within. 
He also pulled specific quotes from some of the documents that he knew he wanted to use 
as breakout quotes in the book. His interview notes from his discussions with Lucas he 
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kept to himself and had as a separate portion of the research (Duncan, personal 
communication, February 2021). At the end, he put it all together by fitting the themed 
portions of Lucas’s interview into the chronology of production. 
When it came to book design, both Rinzler and Duncan liked to design the books 
before discussing the layout with their designers. It was important to them for telling a 
visual story, but it also had the unintended outcome of being important for access 
purposes. Some of the archival documents that Rinzler used had to be scanned or placed 
at a certain size due to the quality of the original. A good example of this shows up on 
page 6 of the text, where Rinzler put an image of Lucas’s signature for an agreement 
related to American Graffiti. It was originally a full-page document that was reduced to 
the size of less than a quarter of the page (2007). He remarked that people have asked 
him over the years why he included certain images at such a small size, and he would 
have to explain that the size was due to the quality of the original rather than a stylistic 
choice. If the image was going to turn out unclear at a larger size, he opted for clarity 
instead (Rinzler, personal communication, March 2021).  
When images are the only method through which most people are ever going to 
view the material, it makes sense that they would wonder why the image is so small. The 
reader becomes dependent on the captions to understand the image, which is why the text 
for the captions is significant. In both texts, authors wrote their own captions, which help 
to illuminate the text as well as the images they describe. Duncan’s captions sometimes 
include the plot of the movie as well. Because the images are in plot order, the plot is 
explained through the images and their descriptions. The captions help to keep the reader 
oriented, explain what the image is, and how it applies to the story.  
 53 
When a caption did not provide enough space for explanation, Rinzler would 
include half or full pages of text that focused on discussing the primary sources in depth. 
One such page includes an image of a list of names for characters, and there is a text box 
that explains how the names changed over time. Rinzler did not just place images for the 
reader to figure out on their own, but instead interpreted them. In the text for the list of 
names he writes, “It’s possible that Lucas contemplated changing the general’s name 
from Skywalker to Starkiller, as one note reads, ‘Starkiller (Mifune) – a cross between 
Yojimbo and Seven Samurai…’ – the name in parentheses again referring to Toshiro 
Mifune, the star of the two Akira Kurosawa films mentioned” (p. 23, 2007). The reader 
might look at the image of a note page with Lucas’s handwriting on it and probably not 
realize the full meaning behind it. With the added explanation, Rinzler connected the 
reader to the document in a new way, generating a new form of access for readers in the 
public sphere. 
The book also connects the reader to the Charles Lippencott interviews. The 
interviews are not directly accessible by the public, but there are many points in the book 
where Rinzler takes whole conversations from the interviews and includes them in the 
text (p. 93, 2007). Through The Making of Star Wars, the reader is able to access the 
portions of the interviews that Rinzler considered worthy of including in the book. As far 
as access goes, it is not a perfect solution. However, seeing curated snippets from the 
Lucasfilm Archive will always be preferable to fans over seeing nothing at all. 
As is common of private archives, the Lucasfilm Archive is not directly 
accessible to the public. As a private company, Lucasfilm Ltd. protects its assets. George 
Lucas is in the process of opening the Lucas Museum of Narrative Art, which will 
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provide a new access point for the public, but much of the collections will still only be 
accessible on a limited basis. Each of the six themes that arose in the interviews and were 
exemplified in the publications pointed towards intentional or unintentional access points 
to the Lucasfilm Archive. While the amount of access allowed to the Archive has not 
changed much over the years, the types of access have. Lucasfilm Ltd. chooses to use 
different methods of promotion and marketing, and the Lucas Museum of Narrative Art 
will provide an entirely new type of access to that portion of the original collections. 
Even though the Archive is private, the collections are still accessible through non-
traditional methods. Authors, employees, and other researchers may be the only 
individuals allowed traditional, if limited access, but through the books those authors 





The purpose of this case study of the Lucasfilm Archive was to discover the 
methods that the Archive uses to facilitate public access to its private archival collections. 
Lucasfilm was chosen as a unique case because it is a private, corporate archive that 
changed dramatically in operational structure and function due to the Disney acquisition 
in 2012. Lucasfilm also has to remain connected to its fanbase and stay relevant in order 
to make money. This case study has shown how the Lucasfilm Archive creates access to 
its collections through the conventional means of allowing vetted researchers to use the 
collections, but also through unconventional means like the archival reference books, fan 
events such as Comic-Con, and other marketing and advertising actions. 
 While the archival reference books provide a form of access, it is not complete in 
the way that public archives provide physical and digital access to archival collections. 
Because of the writing and publishing process, the materials are curated by at least one 
person between the archive and the reader. Furthermore, viewing the materials in a book 
is different than diving into an archive’s holdings. Because of this, the reader is 
introduced to the items included in the Archive, but not the Lucasfilm Archive itself. The 
items are distilled through the author’s perception. This distillation process could be 
compared to archival description in that the processor of any collection takes the items 
and describes them to the best of their ability. The authors of the archival reference books 
performed a similar action where they looked through the materials and described them 
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by telling a story. Rather than focusing on subject and extent as an archival processor 
might, the authors focused on what the materials could say for their story.
The archival reference books are therefore a representation of the material like 
any archival description rather than a firsthand experience. Every choice made about 
which materials to include could be viewed as a type of reappraisal of the materials. The 
authors researched within the Archive and chose which materials would be included in 
their books for the public to experience. The captions used for the materials throughout 
the books describe the images in a way that furthers the text, rather than the physical 
description or subject summary typical of archival description. The captions help the 
reader understand the materials, while an archival description would tell researchers what 
is included within the materials. 
 Because the Lucasfilm Archive is private, it does not publish finding aids or 
digitize its materials online as a public archive would. Some of the materials are digitized 
for in-house use, but it is unknown how detailed the internal finding aids or subject 
guides are for the Archive. While there is a database, it is possible that the information 
included in the database is the extent of their description and meant more for ease of use 
and brand marketing rather than constant research. Either way, the archival reference 
books perform the act of description that would usually be accomplished in a finding aid.  
 In this way, the archival reference books are more successful at providing access 
than other methods such as fan events and online blog posts. Fan events provide physical 
access to the materials, but there is less description or explanation occurring. Online blog 
posts allow for a visual connection like the archival reference books, but there is less 
presentation of the materials. The uniqueness of the archival reference books as access to 
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the materials makes them an interesting method that other private archives could use 
depending on their content. Any subject-specific private archive could use a publication 
format to both advertise and provide access to more of their collections. It is a variation 
on the theme of digitizing content for placement on company websites. Publications 
require different efforts, but serve a similar purpose for the company. In this way, the 
publications can benefit both the institution by increasing brand awareness and the public 
by creating more access where there was previously very little.
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Appendix: Interview Participant Biographies 
Madlyn Burkert is the Collections and Exhibitions Archivist at Lucasfilm Ltd. She has a 
background in American Studies, Film, and Library Science. She started working for 
Lucasfilm as an intern in the Film Archive where she catalogued different forms of dead 
media before moving into a full-time position at the Archive. After the Disney acquisition 
she remained in the Film Archive for a time before becoming the Collections and 
Exhibitions Archivist for the new materials being generated by Lucasfilm Ltd. She 
oversees all physical props, costumes, creatures, and droids from productions that are 
chosen to be kept post-production, and she also manages the care and travel of those 
assets for various events and needs that arise. 
 
J.W. Rinzler is the author of The Making of Star Wars: The Definitive Story Behind the 
Original Film published in 2007. He was originally hired at Lucasfilm in the publishing 
department as a nonfiction editor in 2001, where he also did some editing for young adult 
fiction. For Star Wars: Revenge of the Sith, he proposed a Making of book that would 
document the making of the movie as part of the promotional efforts for the film, and 
producer Rick McCallum encouraged him to write it. As an executive editor at 
Lucasfilm, he wrote The Making of Star Wars for the thirty-year anniversary of Star 
Wars: A New Hope and went on to write many other Making of books for both Star Wars 
episodes and other films. He was executive editor at Lucasfilm until 2016, and he 
continues to publish books across multiple genres. 
 
Paul Duncan is the author of The Star Wars Archives: 1977-1983 published in 2018. He 
is a film historian and the author of many publications about various film directors, 
genres, actors, and other topics related to cinema. As part of a book contract between 
TASCHEN Books, Lucasfilm Ltd., and George Lucas, he wrote both volumes of The 
Star Wars Archives. The first volume 1977-1983 covers Episodes IV-VI and the second 
volume 1999-2003 covers Episodes I-III. He researched in the various collections at 
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